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Early modern culture incorporated the human hand into a large number of different visual-textual contexts: in religious imagery, in scientific illustrations, in manuals of various disciplines, as manicules in manuscripts and printed books, and with several functional and/or figurative significances in the literature and drama of the period. Hands seem to be thrusting themselves into these contexts as powerful reminders of a human agency, which is often both somatic and spiritual at the same time: in the human hand, relations between body and mind converge and contest in complex and multiple ways. As described by Claire
Sherman in the exhibition catalogue Writing on Hands: Memory and Knowledge in Early Modern
Europe, the early modern hand is "a meeting place of matter, mind, and spirit" (21) . 1 in the mind or in the body; or to be more precise:
how bodies and minds are understood in relation to each other by early modern thinkers. 3 We present an investigation of a selection of examples which span the dramatic writing of the period: from issues of the hand in two early Writers like Bulwer or Robert Burton, whom we also refer to, do not distinguish rigidly between their multiple interests, and we have therefore chosen the term "cross-over contexts" instead of the potentially anachronistic "interdisciplinary". The order in which these examples appear is not based on chronology or causality, but thematically arranged precisely in order to show their differing and overlapping epistemological discourses and the ways in which they illuminate relations between bodies and minds.
Perception and Cognition -Bodies, Minds, and Hands
Early modern description of perception and cognition is fraught with questions of how bodies and minds relate to each other -as intertwined and organic, or as separate and even competing material and immaterial human components. On the one side, the process of obtaining knowledge was complexly, but distinctly described as embodied and physiological: as Bruce R. Smith puts it in The Key of
Green: Passion and Perception in Renaissance
Culture, "before Descartes, thinking color, like thinking anything else, was a whole-body experience" (3) . 4 In this Aristotelian influenced account, knowledge of the world was generally understood to be obtained by way of the five outward senses -seeing, hearing, smelling, tasting and touching -sending the acquired information to the inner 'common sense', which, as Robert Burton describes in Anatomy of Melancholy (1621), was classified as "the judge and moderator of the rest" (101). 5 Sense information was then processed by the other inner senses -the "fancy or imagination" -before stored by the "memory" and all inner senses were described as situated organically within the brain. Another well-known key factor in the framework of embodied perception was Galen's, at the time still strongly influential theory of the four humours -blood, phlegm, yellow bile and black bile.
These were thought to regulate the human body and its emotions by way of fluids (humours) dispersed throughout the body by the three "spirits," natural, vital and animal, originating respectively from the liver, the heart and the brain; a process also described in some length by Burton.
However, on the other side, Burton's predominantly physiological accounts also contain elements that could be read as contradictory formulations within the overall discursive framework. In the subsections on "the Rational Soul" and "the Understanding," he describes a component which, although working by organs, is in itself inorganic and incorporeal, 6 and Burton is not 14 and his argument that gesture actually precedes spoken language happening almost simultaneously with thought. It is the latter idea which is of main interest to our investigation.
Bulwer writes:
Since whatsoever is perceptible unto sense, and capable of a due and fitting difference; hath a natural competency to expresse the motives and affections of the Minde; in whose labours, the Hand, which is a ready midwife, takes often-times the thoughts from the forestalled Tongue, making a more quicke dispatch by gesture: for when the fancy hath once wrought upon the Hand, our conceptions are display'd and utter'd in the very moment of a thought (4) .
There seems to be a symbiotic relationship between inward thinking and the outward expression of the body in this description. Bulwer's manual bodylanguage is 'natural' in its immediate cause and effect, whereas the tongue takes time in dispatching the thoughts, denoting that verbal language is somehow less natural than a purely physical expression. At the same time, the mind and the hand also appear as distinct properties with a hierarchical co-relation, the hand working as "a ready mid-wife" to the mind and being "wrought upon" by the fancy. So, while Bulwer imagines the hand as a more direct source to the workings of the mind, the hand is also a servant to thought. Or is it?
If gesture happens 'in the very moment of a thought', there must be a co-active relation between them more intricate and indistinguishable than the model of dominating soul over mechanical body, formulated a few decades later by Descartes. 15 Bulwer in fact seems to be operating simultaneously signs and also appears in the form of the manicule in various early modern disciplines. 18 It is closely aligned with sight in directing another person's eye towards the object pointed at, but there is also frequently a claim to superior knowledge or status implied in the action. It has an obvious performative quality both in the contexts of conferring distinction upon somebody (literally "to appoint") or denoting shame or accusation. As earlier explained, there is a clear distance measured out between subject and object; so that whoever performs the pointing is somehow in command. Bulwer also describes how persons of authority use the gesture:
As it is a gesture of command and direction, Here the touching gesture is depicted as the index finger of a hand touching two objects (smoking-pipes), and part of a burning fire is included in the background presumably to illustrate the more straightforward and highly useful purposes of tactile perception. However, whereas the illustration "F" of the pointing index finger creates a strong determined line within the frame, this touching index finger -and the whole hand it is for although this touching virtue or tactive quality be diffused through the whole body within and without, as being the foundation of the animal being, which may be called
Animalitas, yet the first and second qualities which strike the sense, we doe more curiously and exquisitely feele in the Hand, then in the other parts, and more exactly where the Epidermis or immediate organ of the outer touch is thinnest, but most subtily in the grape of the Index, which being the only part of the body that temperamentum ad pondus, is by good right chiefe Touchwarden to the King of the five senses (172). 19 Bulwer follows Aristotle in associating touch with the animal being, but seemingly also Robert Burton, who says of touch: "Touch the last of the senses, and most ignoble, yet of as great necessity as the other, and of as much pleasure. This sense is exquisite in men, and by his nerves dispersed all over the body, perceives any tactile quality" (101) . Touch is thus understood as felt within the body as well as without, and most of all with and through the index finger, but not in this finger's indicating capacity.
Bulwer claims that the grape of the index is where the skin is thinnest; it is the permeable quality of the hand and the index finger in particular -its capacity to be a sensory gateway from the outside to inwards -that is appreciated here. Compared to the pointing finger, which is solely active, this implies a simultaneously passive role in the act of perception. Pointing asserts the pointing subject's superior distance to the object pointed at.
Contrastingly, touching can be understood as having a destabilising effect on whoever performs it, because it is mutual and reciprocal; touching indeed annuls the distance between subject and object, for 
The Scientific Hand -from Pointing to Touching to Proving
Neither bare hand nor unaided intellect counts for much; for the business is done with instruments and aids, which are no less necessary to the intellect than to the hand.
And just as instruments of the hand stimulate or guide its motion, so the instruments of the mind prompt or look out for the intellect (Novum Organum "Aphorism 2").
As new methods and practices evolved within the natural sciences throughout the early modern period, the former privileged position of the human sensory system as the primary catalyst for scientific knowledge was downplayed: The use of the senses was no longer neither the only nor the best way to The body was losing its ontological standing of primacy and having to struggle, as it were, in the realms of epistemology -a position from which it has never recovered. One could almost say that, gradually forfeiting its aura of presence or givenness, the body now had to defend itself, and one way of doing so in early modern England was through recourse to fantasies of a clearly defined boundary between the 'inside' and the 'outside' (6) .
"'Seems', madam -nay it is, I know not 'seems'" Grief is here distinctly described as an embodied emotion operating via "spirits" between and through inner organs such as brain and heart. So it may well be in Gertrude's case, but, at the same time, there is reason to question whether Gertrude's heart is to be understood in a physiological or psychological context; whether it is the bodily seat of distress and grief or the metaphor thereof. 25 The answer, as so often in the play, is likely to be both, and this places Hamlet's understanding intriguingly somewhere between Galen and Harvey as well as in puzzling relation to Bulwer.
In fact, Hamlet seems at first to imply the contradiction of Bulwer's description: a severed connection between outer sign and inward state:
Gertrude's hand-wringing is an "action that a (wo)man might play". Hamlet's task then is to re- What is also important to also add in our context is attention to the recorder itself, because it is indeed an instrument to be handled; music is to be drawn out from it by the correct placement of fingers. As Guildenstern says "I know no touch of it, my lord" (3.2.348) : the skill required is manual.
Hamlet, however, implies a human interior that cannot be handled, that cannot be touched, that there in fact exists a place where the hand cannot enter. Not even the hand of the anatomist, for
Hamlet's words "the heart of my mystery" seem to denote a metaphorical as well as a material space.
The heart of Hamlet's mystery is safe from outside interpretation, but few minutes later he penetrates his mother's heart proving again to scratch where it doth not itch; is, may be, to rouse up our distracted intellect" (85-86). A hand used to rouse up a distracted intellect shows a an interdependent, but at the same time confused relation between the body and the mind; between material and immaterial understandings of the human self that are highly important to continue exploring in the context of the early modern period.
Our attempt described as "handling the theme of hands" points out the implication of performing material act (handling) with an immaterial notion (a theme). To handle a theme, as we have realised here, is literally trying to grasp the ungraspable -a fundamental paradox that characterises the early modern hand and its epistemological significances.
*

